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Abstract 
This practice-led research explores family history and the on-going influence of 
cultural legacy on the individual and the artist. Homi Bhabha theorises that identity 
vacillates through society, shifting and changing form to create disjunctive historical 
spaces – spaces of slippage that allow for new narratives and understandings to occur. 
Using the notion of disjuncture that became apparent in this research, the practice 
outcomes seek to visualise my families’ sometimes-occulted history at the 
intersection of euro-centric and Indigenous ideologies. Tangible and intangible 
information has been considered along with my own constant internal dialogue as 
insider and outsider.  
Using a combination of practice-led and auto ethnographic methodology, this research 
project operates inside the gaps and disorder apparent in family history. Researched 
archival materials, government documents, interviews, collected objects and family 
photo-albums became primary source data for studio-based explorations. Scanners, 
glitch apps and photo-hacking were used to navigate through these materials, 
providing opportunities for photographic punctum and creating metaphors for the 
connections and disconnections that shape our sense of self. 
The research project outcomes covered four iterations of the work that led to a final 
exhibition, Disjecta. Disjecta (from the Latin) refers to the fragmenting of information, 
which is a key element that is revealed in this research. Processual slippage, literally 
expressed in the disruption of the pixelated visual field, can be used to reflect a space 
in which alternative readings or understandings of past events can be explored and 
new narratives produced.   
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Chapter 1: Introduction 
 
Background 
 
This research developed from studio-based explorations of family history through 
primary source information, archival materials and collected objects. Legacy in my 
research project refers to the cultural understandings and beliefs that have been passed 
down from previous generations. It also refers to the qualities and attributes that are 
physical and tangible as well as those that are highly personal or intangible. The word 
legacy also encompasses the voids and unspoken aspects present in cultural heritage.  
In my own family, legacy is a story of loss and one that is plagued with gaps in 
information. Our Indigenous heritage was something that was never discussed and 
often denied. After the passing of my Grandfather, stories of my grandparents’ time in 
Darwin and our family connection to aboriginality began to be told. On the other side 
of my family, my Slovenian grandparents immigrated to Australia in the 1960’s with 
two small children and no English. My grandfather had grown up an orphan in the 
then politically volatile Slovenia. These gaps and silences in information became a 
focused part of my research, interview process and archival enquiry.  
Cultural identity is formed and reformed through the exchange of information and 
experience. One never comes to cultural identity with a clean slate nor is the making 
of ‘self’ a fixed entity. As stated by Friedman (1997, p. 62) “We scan our pasts and 
our futures through different lenses as we shift among the regions of experience.”  
 
Research Question and Structure of the Exegesis  
 
At the core of this study is the research question: 
1) How can the impacts and implications of my Indigenous and Immigrant 
cultural legacy be represented in material terms within my art-making practice? 
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Through a contemplation of this question and the study, two sub questions also 
became apparent:  
2) What is the significance of my findings for other visual practioners?  
3) How might digital technology be applied as a method to represent gaps and a 
lack of information?  
These questions are creatively visualized within research and studio based 
explorations. Key to this project is the research design including the use of a practice- 
led methodology which was informed by an auto-ethnographical methodology. The 
methods employed by these frameworks are explored through the writings of Gray 
and Malins, Haseman and Mafe, Tuhiwai-Smith and Ellis and Bochner. 
In this exegesis, I refer to cultural hybridity, the myth of authenticity and the 
construction of identity through the works of key theorists Homi Bhabha, Russell 
West-Pavlov, Leah King-Smith and Susan Sontag. 
The influential artists section explores the ways in which artists respond to or deal 
with cultural and social legacy. William Yang and Martin Smith have been 
instrumental in my understanding of the aesthetic challenge and personal burden of 
the archive. Lindy Lee and Leah King-Smith have been critical to clarifying my 
understandings of the interaction between material and meaning, family narrative and 
subject and object. Daniel Crooks’ consideration of visual representations of time and 
movement has extended my technological language. Robert Whitman’s Xerox 
experimentations have inspired further studio-based explorations and material 
research.  
I then examine the research outcomes through the lens of practice focusing on four 
iterations of creative work. The creative practice is weighted 65% and the exegetical 
component 35%. The works explore media and methods for the visual representation 
of a mixed cultural legacy through a photo-media practice.  
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Chapter 2: Methodology and Research Design 
 
Methodology Overview  
 
The complexity of my research question lies in the intersection of creative practice 
and theory that deals with euro-centric and Indigenous ideologies, myself as subject 
and researcher, observer and participant, and the array of tangible and intangible 
information, archival materials and personal stories, collected information and gaps 
that are apparent in that information.  
I began to search for a way to go beyond acknowledgement of all of the messy 
intertwined aspects of my project in order to give them a simultaneous voice. For this 
reason, the selected and appropriate overarching research paradigm for my Masters 
project is Qualitative. The practice-led methodology is informed by methods 
appropriated from an auto-ethnography methodology. The methods appropriated work 
in conjunction with one another and include the use of material research, human 
contact, studio processes and primary source or tangible material. A feature of a 
creative methodology is a “pluralist approach” where facets of methodologies are 
combined to accommodate the various aspects of the research project. (Gray & 
Malins 2004, p. 22) Linda Tuhiwai-Smith’s seminal book Decolonizing 
Methodologies (1999) also calls for a mixed and appropriated methodological 
approaches to effectively represent Indigenous research.  
Practice-led Methodology 
Materiality of practice: process. A practice-led methodology asserts that the 
practice leads the research and that the relationship between the two is cyclical and 
reflective. Reflective practice syndicates research and practice forming a “framework 
for inquiry”. (Gray & Malins 2004, p. 22) “It acknowledges complexity and real 
experience – it is ‘real world research’, and all ‘mistakes’ are revealed and 
acknowledged for the sake of methodological transparency.” (Gray & Malins 2004,  
p.21) 
Material research was undertaken from the start of the project, with the continuing use 
of scanning devices that formed part of my Honours research. The responsive nature 
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of the scanner and other employed contemporary photo-media tools enabled me to be 
reflexive in my approach to new information. The use of the hand held and flat bed 
scanner as well as iPhone Apps allowed for an immediate rendering of objects and 
materials. The responsive nature of the hand held scanner allowed for a tactile and 
performative dialogue with the object.  
Practice-led research calls for ‘Reflexivity’ the “artist-like processes which occurs 
when a creative practitioner acts upon the requisite research material to generate new 
material which immediately acts back upon the practitioner who in turn is stimulated 
to make a subsequent response.” (Haseman & Mafe, 2009, p. 219) The materials 
acted as a conduit for expressing the ever-unraveling nature of my research into my 
mixed cultural heritage. The use of the scanner and the object become another way of 
documenting and connecting the personal and the cultural.   
As stated by Sullivan (2009, p. 50) “An important part of practice-led research 
involves making sense of the information collected so that it can be translated into 
interpretive forms able to be communicated to others.” The physical and tangible 
distortion enabled by the scanner linked metaphorically to the way in which the 
stories that are held by these objects are recounted or retold – various versions all with 
their own personal truths. Sullivan further discusses the making of new knowledge 
positing that research involves moving from the “known to the unknown” through a 
process of operating, “Within the spaces and places opened up by the gaps in existing 
information systems.” (Sullivan, 2009, p. 48)  
The exploration of these reflexive digital tools came out of a need to visually 
represent the collected information and the gaps present in information. As more 
information was collected the project developed through a further material 
exploration into other forms of responsive digital media. This involved the use of 3D 
scanners as well as iPhone Apps and photo-hacking techniques.   
Approach to research. At the beginning of my project I applied for ethical 
clearance to conduct interviews with family members and key stakeholders. The 
project involved Indigenous participants and as such fell under chapter 4.7 of the 
National Statement on Ethical Conduct in Human Research. Prior to the ethics 
application being lodged I met with the director of the Oodgeroo Unit as well as the 
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Faculty Research Ethics Advisor. The Ethics panel reviewed the research proposal, 
anticipated outcomes and example interview questions. After many small changes and 
conversations with the Ethics Department the interview component of the research 
was approved.   
After the Ethics approvals I began to plan my research trip to Darwin. I contacted the 
Northern Territory State Library to assist with my research. Whilst in Darwin I had 
meetings with representatives from the Northern Territory Land Council and the 
Northern Territory State Library. 
Primary source or tangible material. Primary source materials formed the 
foundation for my studio explorations and included the collecting of:  
• Archival materials (held at the Northern Territory Library, Northern land 
Council)  
• Public records and government documents (National Archives, Northern 
Territory Archives) 
• Photographs 
• Objects  
• Family photo albums  
• Conducting of formal interviews with 10 family members. 
• Informal conversations with community members at Bulgul. 
• Meetings with public institutions (Northern Territory State Library, Northern 
Territory Land Council, National Archives and Northern Territory Archives.)  
• Site visits (Darwin, Bulgul, Northern New South Wales)  
Objects and documents acted as a form of ‘proof’, a physical marker for a specific 
point or place in time. As explored by Myers it is objects ability to survive over long 
periods of time and across numerous exchanges that allows them to be vessels for  
“physical properties in excess of their purely conventional attributes” (Myers, 2002, 
p.22)  
A scoping system was implemented due to the sheer volume of documents and 
information that had been generated through interviews, meetings, archival searches 
and site visits. Key to this research project was the conducting of formal interviews; 
the method for scoping the collected information used the content drawn out during 
the interview process.   
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The interview material formed a foundation to which archival information, 
photographs and objects built upon. As such key research material was determined by 
its relationship to the content generated through the interviews. If the documents, 
photographs, objects or archival materials related to, strengthened or contradicted the 
interview content then it was included as key research. If information did not fit or 
add in some way to the interview content then it was scoped out and filed for later use.  
Whilst all of the documents informed my understanding of cultural history in different 
ways for the purpose of this research project it was important to have a strategy and 
method for dealing with the volume of information generated 
Archival material: photographs, public records and government documents. The 
starting point for archival research was Elizabeth Povinelli’s (2006) Finding Bwudjut: 
Common Land, Private Profit, Divergent Objects, which was located during a search 
on the names of some of my ancestors. This article was the first concrete confirmation 
of my Indigenous heritage and our connection to the Darwin narrative that had been 
told by people around me. The Article spoke about my Great Grandmother Maggie 
Rivers:  
These residents were the descendants of three sisters, Maggie Rivers, Kitty 
Moffat, and Rose Cubillo, who lived for most of their lives at Balgal [sic]. 
Their descendants believe that these sisters were Wadjigiyn through a 
shared Wadjigiyn mother and, further, that the entire northern and southern 
coastal region around Anson Bay, including the Perron Islands, were given 
to Maggie Rivers, and by extension her two sisters and their descendants, 
by the last ‘real’ Wadjigiyn living in the area, Nym Akuk. On Akuk’s 
death, Maggie Rivers became ‘Queen of the Wadjigiyn’, a phrase used in 
many documents presented during the initial investigations before the 
passage of the ALR and the early years of the Northern Land Council. 
(Povinelli, 2006, p. 140)  
 
I now had the name of the place and region that my ancestors were from; I also had 
the name of our people, Wadjigiyn, and the name of her sisters. I then called and 
subsequently emailed the Northern Territory State Library to see if there were any 
further records documents or photographs held there. The State Library staff 
uncovered some additional pieces of information that included a government record 
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of my Great Grandmother as well as personal letter written by my Great Grandfather 
to the Prime Minister Mr. Chifley. These documents were emailed to me as well as 
suggestions on other databases such as the Northern Territory Library image search 
and Trove.  
 
When searching the online national archives I came across government documents 
about my Slovenian grandparent’s migration to Australia. Information surrounding 
the migration camp that they were sent to and subsequent work arrangements were 
documented. These documents slowly began to fill in some of the gaps that were 
present in my knowledge about our cultural heritage.  
 
I was unable to find additional information surrounding our Indigenous history from 
Brisbane as most of these were not digitized or required proof of connection before 
being allowed access. It became apparent that a trip to Darwin was necessary to gain 
direct access and further information. 
 
I visited the archives three times throughout the course of my time in Darwin. As a 
result of the interview process I found out that my Great grandmother was part of the 
stolen generation and as such some information may be sealed from public search at 
the Northern Territory Archives and the National Archives. I filled in application 
forms to be allowed access to the government documents that were not on public 
record. The types of information that followed were varied, from government 
documents regarding arrests, evacuations and housing to certificates of marriage and 
birth. I also found interview transcripts and letters generated as a result of my ‘white’ 
Great Grandfather applying to marry my Indigenous Great Grandmother. There was 
also a government report from 1916 that was made by T.J. Beckett on his visit to the 
Anson Bay District re: Aboriginies (see appendix.1) that contained a description of 
my Great Great Grandmother and her young ‘half-caste’ children.  
 
I had gone to Darwin with very little physical data of my cultural heritage. Through 
the process of searching and meeting with staff at the archives at Northern Territory 
State Library, The Northern Territory Archives, The National Archives and The 
Northern Territory Land council, I had an abundance of physical information to work 
with.  
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Up until this point the practice and the creative methods had been generated in 
response to a lack of information present in my understanding of our cultural history. 
The use of the hand held scanner and flat bed scanner had been used to navigate 
through the voids and blocks that I was experiencing in my effort to retrieve 
information.   
 
The field trip to Darwin resulted in changed mediums and methods. The studio 
process and material research now had to work with visually representing the 
presence of information.  
 
Human contacts: interviews, meetings with community and site visits. As 
a part of this trip, family members took me to Bulgul, the country that my ancestors 
are from. I documented my trip out to Bulgul through photographs, iPhone Apps, 
videos and sound recordings.   
Whilst in Darwin I meet with the acquisitions and legal deposit officer at the Northern 
Territory State Library whom subsequently set up a meeting with the manager of the 
Northern Land Council Library and Information Management Resource Centre. The 
Manager of the Northern Land Council Library and Information Management 
Resource Centre subsequently put me in contact with the Archival Officer of the 
National Archives Darwin Branch, the Regional Anthopologist for the Dawin, Daly, 
Wagait and Port Keats region and the Research Officer at the Anthropology branch of 
the Northern Land Council. As a result of conversations with these stakeholders I was 
given a copy of the Kenbi (Cox Peninsula) Land Claim no.37 as well as a personal 
photograph of my Great Grandmother (see appendix.2) and an archival image of my 
Great Grandmother and her Aunty at Bulgul (see appendix.3). This was the first time 
that I had ever seen a photograph of my Great Grandmother.  
 
As part of my field trip interviews were conducted with family members. This set of 
interviews resulted in primary and secondary information in the form of family 
photographs, stories, family photo albums, objects and the recounting of events. At 
times finding people who wanted to participate in the interview process was difficult.  
The addition of legal paper work required by my ethics clearance meant that people 
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often became quite shutdown or scared of talking to me. However, I gathered some 
significant information and worked with the challenge of finding ways to use it within 
the constraints of the ethical clearance. 
 One such method was the use of photographic hacking techniques, which allowed for 
the embedding and concealment of collected information and data. The final result 
was the production of corrupted images that became a visual representation of the 
collected information.  
Auto-ethnograhic Methodology  
Informing a practice-led methodology. An auto-ethnographic methodology 
has its roots in autobiographical writing that is culturally reflexive, connecting the 
personal and cultural, making visible “multiple layers of consciousness.” (Ellis & 
Bochner, 2000, p. 739)  Much like a practice-led methodology an auto-ethnographic 
methodology is reflexive combining outward and inward personal experiences.  
Auto-ethnography is predicated on the relationship that exists between the micro and 
the macro, the conversation between “evocation and personal experience” and “social, 
cultural and political concerns”. (Adams & Holman Jones, 2008, p. 374) It opens up a 
space where by the “claiming of experience” operates at the juncture of the personal 
and collective, the ‘insider’ and ‘outsider’, the scholar and the practitioner. (Smith, 
1999, 26-28, p. 37) 
Journaling and self-reflexive practices. The keeping of a visual journal 
throughout the research project allowed me to move between the frameworks and 
analyse my position as ‘researcher’ and ‘participant’ within the project. The journal 
became a reflective space where I could process events and findings in a loose way. 
The process of journaling captured the initial raw responses to the materials that I was 
encountering or the new questions that I was facing through my research.  
These responses were then considered through the material methods. The journal 
enabled me to brainstorm and sketch up my ideas. This process involved the 
consideration of appropriate mediums that would best demonstrate the response to the 
information. 
  
	   10	  
Chapter 3: Contextual Review 
 
Theoretical Precursors 
 
The making of identity: family, self and artist. In answering the questions 
of who we are and where we come from, we turn to knowledges and relationships 
predicated on past, present and future experience. As poignantly stated by Balibar 
(1995, p.168) “Identity is never a peaceful acquisition: it is claimed as a guarantee 
against a threat of annihilation that can be figured by “another identity” (a foreign 
identity) or by an “erasing of identities” (a depersonalization). (Balibar, 1995, p. 186)  
Stryker and Burke (2000, p. 284) discuss the ‘role-divergent’ nature of identity 
posturing that one attaches to multiple roles that require a differentiated approach. 
Identity is not a fixed entity; it moves fluidly and reflexively between numerous 
spaces, shifting and changing with our context and experience.  
The writing of Susan Sontag in On Photography (1973) provided a starting point for 
an exploration into the photographic construction of identity. Sontag (1973) talks 
about the construction of family identity through the use of family photo albums.  
Family albums act as curated chronicles; a ‘portable kit’ that ‘bears witness’ and 
connection to times past. As explored by Gillian (2009) family photographs are much 
more than simple images when they are embedded within specific conventions. 
“What is important in a family photograph is: who took it; who it shows; where and 
how it is kept; who made copies of it and sent them to other people; who those other 
people are; and how it gets looked at by all those people.” (Gillian, 2009, p. 14) It is 
precisely these conventions that reinforce the subjectivity of family photographs. The 
embedded and normalised process of family photography propagates the gaps and 
silences present in every image.  
Family history and family identity often relies on the family photo album as a 
visual anchoring point. During the interview and archival processes of my 
research project the role of the photograph as an anchor in time was poignant. 
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People’s recollection of events often prompted them to search for a visual aid for 
their story a ‘photographic trace’. (Harrison, 2006) 
These visual aids were often photographs that had been passed down through 
generations. Similarly archival documents took the form of photographs or scans of 
the original documents. The original writing and paper contributed to the image being 
anchored in time thus performing as a type of physical ‘proof’ for past events. The 
role of photographs as documents or proof poses an interesting dichotomy, as the 
images are as subjective as the stories that surround them. The subjective nature of 
these stories is visualized in the practice through a physical distortion of the objects 
and photographs to metaphorically mimic the subjectivity that surrounds them.  
The myth of cultural authenticity.  
Cultural identity appears as a collection of traits, of objective structures (as 
such spontaneously thought of in the dimension of the collective, the social 
and the historical) and as a principle or process of subjectivation 
(spontaneously thought of in the dimension of “lived experience,” of 
“conscious” or “unconscious” individuality) (Balibar, 1995, p. 174) 
The shaping and making of cultural identity relies heavily on ‘proof’ in the form of 
documents to create ‘identity trace’. (Richards, 2008, p. 53) The process of proving 
identity is heavily reliant on the process of the ‘mark’ of authentication that exists 
outside of the subject. (Richards, 2008, p. 53) The reliance of the authentic on 
documentation postures the following questions: what if these documents simply do 
not exist or are destroyed? What if these documents are not shared or passed on to 
future generations?  What happens to the cultural legacy of the individual or family in 
the absence of these documents?  
In the case of my Slovenian grandfather, we have been unable to locate documents 
regarding his family history. His cultural identity is shaped by his lived experience 
and by the processes of migration and diaspora. In this instance it is this very absence 
of knowledge that has shaped identity. The questioning of personal and cultural 
identity and legacy has formed an important part of this research project. At the outset 
of this research I was primarily concerned with collecting documents to create a trace 
of our cultural history. Upon reflection the importance of the collection of these 
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documents centred around the notion of authenticity and the reinforcing of family 
stories through physical proof.  
In my recent experience, the claiming of Aboriginal heritage is heavily reliant on the 
proving of cultural identity. The claim is closely followed by questions about linage, 
connection to ancestors, land and traditions. Gareth Griffiths (1994, p. 70) discusses 
the danger in assuming singular ‘authentic’ idea of Australian Aboriginality.  The 
mythologized ‘authentic’ ‘pure’ identifier and stereotype of Australian Aboriginality is 
perpetuated as a measure.  
This way of thinking holds that only dark-skinned Aboriginal people, who 
live in remote areas and in the extreme north of the continent, are the 
genuine Aborigines. Everyone else is so genetically confused as to be 
white, or at least not truly Aboriginal. (Browning, 2010, p. 25) 
The claiming of Indigenous cultural history and identity thus becomes one that is 
highly political and contentious. Australia’s Indigenous history is fraught with 
contention and denial as Cater asserts Australian culture is predicated on the ‘anxiety 
of groundlessness’ (Cater, 1996, pp. 29-30).  Stanner’s Lecture The Great Australian 
Silence (1968) refers to the Australian community as perpetuating  “The cult of 
forgetfulness practiced on a national scale.” (Cater, 1996, pp. 29-30).  
The burden of proof falls on those claiming their Indigenous heritage, thus creating a 
‘double-bind’ process where the process of colonization has systematically destroyed 
connection to land, tradition and culture. (West-Pavlov, 2013, p. 170)  
Equally paradoxical was the demand for proof of ‘authentic traditional’ 
continuities from a hegemonic white society which had, until a decade 
before, actively pursued various policies contributing to the destruction 
of such continuities of ‘authentic’ traditional culture (Povinelli, 2005), 
most prominently through sustained wide spread child removal practices 
that broke up families, disrupted communal solidarity and interrupted the 
transmission of traditional lore” (Haebich 2000; HREOC 1997; Mellor 
and Haebich, eds, 2002)  
(West-Pavlov, 2013, p. 171) 
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The reliance of identity on the authentication process also poses interesting restrictions 
on oral histories and stories. “Oral genres, as much as written, come with their own 
hinterland of specific cultural and historical imperatives and their own subjectivities.” 
(Gunner, 1996, p. 115) The family stories that often accompanied photographs or 
documents were often the most interest and telling parts of our cultural history. It is 
the subjectivities and nuances that came out during the interview process that were key 
to the research outcomes of this project.  
Ruth Wajnryb (2001) explores the unspoken and actively excluded information 
present in families that have experienced trauma in her text The Silence: How Tragedy 
Shapes Talk.  She discusses the ways that these exclusions manifest in everyday life 
highlighting that specific topics relating to events or sections of family history are 
actively forbidden or banned from discussion. Further Wajnryb (2001, p. 248) states 
that “At other times, the child consciously excluded them in the interests of harmony 
and in the interests of avoiding conflict or emotional entanglement.”  
The practices that disrupted and broke communities and families continue to have a 
ripple effect impact on present generations.  In the case of my research project it 
became present through the lack of information about particular events or family 
members. 
Disjunctive historical spaces: Homi Bhabha. Homi Bhabha’s The Location 
of Culture explores the spaces that exist ‘in-between the designations of identity’ 
negotiating the uneven terrain of culture, history and racial difference. (Bhabha, 1994, 
p. 5) Influenced by the works of Fanon, Freud, Derrida and Lacan, Bhabha posits that 
identity vacillates through society shifting and changing form to create disjunctive 
historical spaces – spaces of slippage that allow for new narratives and 
understandings to occur (1997, p. 125, 1994, p. 122).  
Bhabha goes further pointing out that a key feature of colonial discourse is the 
reliance of fixity. “Fixity, as a sign of cultural/historical/racial difference in the 
discourse of colonialism, is a paradoxical mode of representation: it connotes rigidity 
and an unchanging order as well as disorder, degeneracy and daemonic repetition.” 
(1994, p. 94) 
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Bhabha’s goal is not to transcend the messiness and gaps that occur on the ‘cultural 
cross-roads’ and hyphenations but to operate within to expose the ‘inter-‘ the 
renegotiated ‘split-space’ between fixed identities. These ‘slippages’ and gaps thus 
become a beacon for cultural hybridity. (Bhabha, 1994, p. 122) 
Currents of space and time: Indigenous understandings and non-linear 
narrative.  
The mapping and acknowledgement of time and peoples interaction with the past 
formed a part of this study. According to West-Pavlov (2013, p. 3) “its [time’s] 
internal structuring into past, present and future is embedded into language, in 
collective memory and public monuments in learnt aspirations and bodily ageing. Yet 
time is intangible, invisible, colourless, odourless, soundless.” It is these intangible 
and invisible qualities possessed by time that created a tension within the interview 
methods of this research project.  
Through the interview process it was clear that one side of my family had a strong 
connection to our Slovenian history. This connection constantly played out, through 
the food, music, objects, photographs and traditions. A European understanding of 
time is linear and whilst it is ‘dialectical’ and the past may influence the future, 
understandings of time still exist separately (West-Pavlov, 2013, p. 73).  
Whilst some family members assert ‘western’ notions of time, others embrace a multi-
variet notion of time tied inextricably with our Indigenous cultural heritage. In these 
instances the compartmentalised nature of time as understood by the Western cannon 
and as reinforce by the very nature of the interview process added another layer of 
complexity to the research project.  
As stated by King-Smith (2006, p. 8) “A multidimensional expression of time poses 
multiplicities of pasts (and futures) and brings into question the notion of the past as 
an idealized cultural moment.” p. 8) The tension created by these varied notions in 
time are the result of “a reciprocal contamination of ‘euro-modernities’” (West-Pavlov, 
2013, p. 170). The cross contamination of temporalities made for complex 
understandings of the role and relationship of past, present and future within the 
research project.  
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The interview process was key to understanding the historical and cultural 
perspectives of others.  The use of family photographs as markers of time and as visual 
prompts was a key marker this very dichotomy. On one hand the photographs assisted 
in prompting the recall of memories and stories or had been used to “assert a historical 
presence” (Lydon, 2014, p. 12). Where as other participants did not wish to produce 
past photographs during the interview process. An interaction between participants 
lived experiences, photographs and objects rendered a more comprehensive view of 
cultural legacy. As Lydon explores (2014, p. 12) “The historical understanding 
imparted by such photographs provides a perspective on the past that is fundamentally 
different to that provided by textual sources. As history they may prove of generate 
Indigenous narratives, and assert a historical presence.”  
 
Influential Practices  
 
The photograph and personal narrative: Martin Smith. Throughout 
history, people have inscribed photographs with text and penned their version of 
events and descriptions of occasions on the back of postcards or photographs. The 
inscribing of these images that were destined for family photo albums or the mailbox 
became almost ‘prostheses’ for memory (Lury, 1998 as cited in Lehtonen 2002, p. 83). 
Within artistic practice, photographers such as Jari Silomaki (2001 onwards) and 
William Yang (2007) write on the surface of the image in a diary-like fashion.  
Figure 1. Rehearsals for Adulthood, Jari Silomaki, 2001 
Figure 2. Self Portrait #2, William Yang, 2007 
Similarly, Martin Smith draws on stories and personal archives to inform his 
photographic practice, exploiting photographic canons of truth to lend authenticity to 
his text. Smith (2008, p. 16) states “I tend to gather photographs as opposed to take 
them”, building up a personal archive of images to draw from. Rather than writing on 
the surface, Smith literally cuts his text from them. The cutout narratives leave holes 
in the surface that simultaneously anchors them to a single moment in time, but also 
creates voids and gaps that are inherent in personal histories.  
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Figure 3. Silence of a Falling Star, Martin Smith, 2006 
The photographs less the text read three-dimensionally, as almost desolate and 
anonymous urban spaces, which I refer to as urban-scopes, in the sense that they are 
meant to perform as optical devices. These spaces are dually foreign and familiar to 
us, devoid of specific cultural contexts; the images create a sense that the events 
inscribed could be happening anywhere and at any point in time.  Through the careful 
and deliberate selections of urban-scopes, Smith enables the viewer to project 
themselves into the desolate surrounds and the unfolding narrative induced by the 
reading of embedded texts. As stated by Robb (2008, p. 13), “Inasmuch as these 
photographs are historical documents, Smith’s work automatically engages notions of 
history and nostalgia. But Smith’s subject matter does not revolve around 
indentifiable [sic] events and overt autobiographical content.” 
Smith meticulously cuts his version of events into the photograph, scarring its 
membrane with permanent and deliberately selected moments in time. The story is no 
longer separated from the image but rather is visually embedded as both an addition 
and an absence of information that make up the new formal structure of the 
photograph. Through his hand cut process Smith undermines the easily reproducible 
and impermanent qualities of digital photography. Digital information and the digital 
photograph are ‘raw materials’ ripe for an endless series of digressions  (Burnett, 
2005, p. 28). Digital photographs and files have become an assertion of movement, 
transformation and in-betweenness, gaining status as a ‘liminal object’, an object 
constantly in flux, open to new interpretations and iterations (Van Djick, 2008, p. 67).  
By physically cutting into these photographs, Smith anchors them by association to a 
single moment in time, applying permanence to the photograph by recalling a single 
experience. Smith states (as cited in Eltham, 2008, p. 91) “each letter is hand cut out 
of the photo, so there's only ever one made ... which goes against a lot of the 
mechanical easily reproducible aspects of photography.” The addition of text creates a 
cyclical relationship between the image and physically embedded story. These letters 
become the debris of his practice forever moved from the surface that they had once 
been attached to and often exhibited scattered on the floor below the images.  He 
deliberately erases sections of the physical photograph and replaces it with additional 
information weighing the photographs down with the burden of history.  
	   17	  
 Remnants of the past: Archival material as practice: William Yang.  
William Yang grew up in Dumbulah, a small country town in north Queensland in the 
1950’s, a time when there was a perceived threat of Asian Communism. Journalists 
such as Keith Wiley (as cited in Strahan 1996, p. 146) were writing inflammatory and 
racist phrases about “the empty lands which dangle so tantalizingly close to the huge 
hungry belly of Asia.” An emphasis on ‘white’ European migration to maintain 
‘purity’ within Australia prompted slogans such as “a call to end the White Australia 
policy is a call for national suicide.” (Strahan, 1996, p. 146) In consequence, Yang’s 
Chinese appearance and sexual orientation as a homosexual male made him a prime 
target for racism and bigotry.  
Like so many of his mother’s generation, traditions, stories and cultural 
understandings were hidden and often denied in an attempt to protect and save future 
generations from being outcast and marginalized.  These painful stories of exclusion, 
racism and being othered have become part of Yang’s artistic arsenal.  His positioning 
both in and in-between these cultural and sexual constructs is a constant punctum 
within his works. As stated by Grehan (2002, p. 157), “through his work Yang not 
only negotiated the ‘polysemic rubric of Chineseness’ but the multiple and 
intersecting rubrics of homosexual male, performer/narrator, photographer, social 
documenter, Asian-Australian.” At the age of six, Yang was racially tormented by a 
child at school at school, “Ching Chong Chinaman, Born in a Jar, Christened in a 
teapot, Ha ha ha” (Yang, 1996, p. 64). Having being brought up as a ‘mainstream’ 
Australian, Yang asked his mother if he was in fact Chinese.  According to Yang 
(1996, p. 64) her response was “Yes you are” his brother chiming in “and you’d better 
get used to it.”  
His work Sadness (1996) was originally presented akin to the tradition of a family 
slide night, complete with projected photographs and Yang standing present narrating. 
Sadness (1996) was later adapted into a video work titled Sadness (1999).  In both the 
performance and video iteration of the work Sadness Yang retells multiple stories 
woven together; one about the murder of his uncle Fang Yuen in 1922 where the 
‘white’ male who shot Yuen was never charged with murder; another documents a 
number of Yang’s friends’ deaths in Sydney’s gay community as a result of AIDS; 
another ‘memorializes [sic] his mother’ (Collins, 2001, p. 50).  
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Figure 4. Sadness, William Yang, 1999 
These highly personal stories are monologued in great detail in a distant and 
considered manner.  Yang embodies the Eurocentric notion of the inscrutable Asian, 
and in doing so he becomes the embodiment of a cultural insider and outsider all at 
once. His carefully curated performance weaves a story that is much more then a 
“straightforward autobiographical monologue” (Greehan,2002, p. 154). Yang’s 
collected delivery of narrative is juxtaposed by highly charged imagery leaving the 
viewer with very little clues how to navigate through the created landscape.  Yang 
seamlessly moves between hard facts and subjective story telling exploiting 
photography’s allusion of truth and moving beyond any “faithful/singular story”. 
(Grehan, 2002, p. 154).   
Dealing with time and its visual equivalence: Daniel Crooks. The still and 
animated visual representation of time has been a point of interest through out history 
for artists. The various devices invented by visual artists are solutions to the problem 
of a visual equivalence of depicting time.  
Painters such as Claude Monet attempted to capture different time phases of the day 
through his rich impressionist paintings. Marcel Duchamp’s Nude Descending a 
Staircase visually plotted the movement of the figure through time and space, 
incorporating both distortion and the sense of animation in the work. Photographically, 
a key to the visual capturing of time was presented by Eadweard Muybridge, whose 
sequences, created as part of a series of works entitled Animal Locomotion, 
documented the movements of animals and humans in action frame by frame. 
Through this process Muybridge was able to effectively document fragments of 
movement through time. His still shots were intended to be aids for the artist, but they 
were unintentionally a precursor to the time-based arts of animation and film.  
Figure 5. Animal Locomotion plate 770, Eadweard Muybridge, 1887. 
The Futurists, interested in the artistic implications for these techniques and capturing 
the dynamics of movement began to exploit the camera, building further on the 
techniques of Muybridge and Marey, inventor of chronophotography. In Bragalia’s 
manifesto ‘Fotodinamica Futurista’ he outlines the key differences between futurist 
photography and the motion capture photography that had gone before stating that the 
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aim was to create illusory realities through photography “…evoking the dynamic 
sensation which the transcendental aspect of a gesture produces on the retina, on the 
sense and spirit…” (Lista, 1981, p. 360). Futurist photographers such as Wands Waltz, 
Arturo Bragaglia and Tato (Guglielmo Sansoni) began to exploit techniques such as 
photomontage, perspectival foreshortening and the layering of negatives to capture 
the ‘spirit’ of futurism.  
Figure 6. Photodynamic Portrait of a Woman, Arturo Bragaglia, 1942 
Contemporarily, the works of Daniel Crooks became influential through his use of 
digital technologies, which he uses as a means to express the temporal qualities of 
time.  Crooks (as cited in Colless, 2007, p. 141) describes his outcomes as capturing 
the “plane of cohesion”- the place at which “things are everywhere instantly”. His 
work Train no.1 (2005) formed part of Crooks’ research project TimeSlice, where he 
traces his daily commute, rippling time by projecting the same time slice fragment 
over and over again down the length of the gallery space, creating movement. Using 
motion control and timelapse cameras, Crooks’ moving video projection is able to 
render multiple viewpoints at once, converging them into a whole. These images, all 
sliced from the original video tracking shot, loop back into one another, fragmenting 
the very nature of time. As stated by Simmons (2009, p. 23) about Crooks, “like 
Marey, he wanted to break down the traditional correlation between time and space, 
to blur the line between discrete and continuous.”  
Figure 7. Train No.1, Daniel Crooks, 2005 
Crooks deliberately interferes with time: stretching it, slowing it down, slicing and 
editing pieces together. The visual distortion allies with the perception and experience 
of time.  In his works, each jolt, flit and slice of the image make the viewer acutely 
aware not only of the time that is physically passing but also of the movement of the 
subject through time through space. As stated by Chambers (2006, p. 17), “Clearly 
nothing is behaving as we would normally anticipate it to but strangely as if 
hypnotized, we find ourselves accepting Crooks’ mobile model of duration. We 
become stuck in the elastic time of the work.”  
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 Indigeneity, temporality, and spirituality: challenges to photographic 
representation: Leah King–Smith.  
Leah King-Smith challenges Western notions of linear temporalities by layering 
multiple images on the surface of the print, alluding to the temporal qualities of 
Indigenous spirituality. King-Smith states (2006, p. 56) “since the surface of the print 
is meant to be an interface of temporal and representational differences, historical 
representation is presented as a relative variable that connects with the temporalities 
and epistemologies both within and outside its historical frames of reference.”  
King-Smith’s series Patterns of Connection deals with the colonial impacts on 
Australian Aboriginal culture. She reworks, re-photographs and layers state 
government archival ethnographic photographs with her photographs and paintings of 
the Australian bush. Through this layering process, King-Smith breaks the 
ethnographers gaze reclaiming the photographs and their content for Indigenous 
people. Her use of archives from public institutions takes issue with “…the 
continuation of cultural dominance over aboriginal culture symbolized partially today 
in the management of archives by public institutions that maintain ownership and 
copyright of their collections.” (King- Smith, 2006, p. 56) 
Figure 8. Untitled no. 5, Leah King-Smith, 1991 
Material practices: reproductions 
 
Robert Whitman. During a fellowship at Xerox in 1974 Robert Whitman 
created a series of untitled photocopy works. At the time Xerox machines where not 
commonplace; they were a specialist technology that was not easily accessible. These 
works were artistic experimentations that resulted in the production of creative 
outputs from a machine thats primary function was to accurately reproduce 
documents. Whitman began by Xeroxing fish, cut fruit and other foods. He was 
instantaneously rendering three-dimensional objects two dimensional at the push of a 
button. Whitman turned objects into what Funcke (2014, p. 282) terms ‘flat graphic 
elements’.  
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Figure 9. Untitled, Robert Whitman, 1974 
The photocopier occupies an interesting technological place in-between photography 
and the scanner. Unlike photography in the 1970’s, the results from the Xerox were 
immediate: there was no need for a chemicals or time for developing the images. As 
stated by Funcke (2014, p. 282) “…it is electronic, it is electrostatic, and it sweeps 
across whatever you place on its flatbed, and puts it together in one image. So we are 
just one step away from the scanner.” 
Since Whitman’s early Xerox experiments, and within the E.A.T. group (Experiments 
in Art and Technology), a large number of artists have exploited technology and ‘new 
media practices’ enacting the material processes as a conduit for meaning.   
Lindy Lee. Drawing from her mixed Chinese – Australian cultural heritage, 
Lindy Lee has created work for decades that comment on issues of displacement, 
identity, belonging, family, the burden of history, materiality and spirituality. As 
diverse as her themes are, and “even with the changes to the practice over that period 
of time, a strong internal logic bears through the work, giving it coherence and 
completeness.” (Raffel, 2014, p. 73)   
Figure 10. Philosophy of the Parvenu, Lindy Lee ,1990 
The early Photocopy works made in the 1980’s and 1990’s by Lee presented an 
important connection between materiality and meaning. In these early works, Lee 
selected old Masters paintings: the only prerequisite that she had to love the work. 
She then photocopied these images, placing the already copied work back into the 
photocopier and repeating the process.  This process of copying and recopying builds 
up a rich, velvet like surface of black inks on top of the paper. There is a ghost like 
quality to these works, where the miss registration of the printer creates layers that 
can only be viewed at an angle to the physical works.  Like a hologram, the subjects 
of the paintings flit over the surface revealing and hiding themselves from the viewers 
simultaneously. In a recent interview with Suhanya Raffel as part of the retrospective 
exhibition The Dark of Absolute Freedom Lee states (as cited in Raffel, 2014, p. 75) 
that “In the process of photocopying or hand copying those European Masters, I 
realized that I was inhabiting the distance between ‘self’ and ‘other’, of belonging and 
not belonging”. Lee navigates through complex paradigms through the selection and 
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implementation of specific materials and a practice that centers around methods of 
appropriation.   
In her work Dominion Lee exploits the photocopier almost obliterating the original 
image. Here the erosion of the image and heavy presence of black metaphorically 
represents the void: a sense of ‘unknowing’ as stated by Lee (as cited in Raffel, 2014, 
p.77). “Here again is the ‘unknowing’, which comes from the deepest part of what we 
are and drives the profoundest questions in our lives.” The void is also representative 
of the spaces that Lee occupies, a series of hyphenated dichotomies. For Lee, the 
works are seen as manifestations rather then objects “Artworks can express the 
dynamic between the seen and unseen, material and immaterial, form and Emptiness. 
These dualities are seemingly opposites but they hinge upon each other.” (as cited in 
Raffel, 2014, p.83). Lee’s practice is one of hybridity as she embraces the 
codependent nature of cultural heritage, material and subject.   
Figure 11. Dominion, Lindy Lee, 1994 
 Summary: implications for practice-led research. The research project 
questions are based in part on exploring the ways in which artists respond to or deal 
with cultural and social legacy. This chapter focused on an exploration of the archive 
in photographic practice, culture, and heritage; contemporary photomedia processes 
that exploit emerging technology; artistic modes, methods and considerations of the 
visual representation of time. The artists outlined here do not always fit neatly within 
one theme or another; they move fluidly and coherently between the outlined 
conceptual spaces.  
The works of both Lindy Lee and Leah King-Smith have been critical to clarifying 
my understandings of the interaction between material and meaning, subject and 
object. Their rich photographic practice navigates through various difficult cultural, 
spiritual and personal dichotomies through a thoughtful consideration of material and 
process. Key here is also Lee and King-Smiths’ reflection of a physical legacy, the 
impact of archival documents and photographs, both personal and institutional.  
Both William Yang and Martin Smith have been instrumental in my understanding of 
the aesthetic challenge and personal burden of the archive. Through a combination of 
text, performance, story and photography, Yang and Smith seamlessly integrate 
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personal narrative with archival materials creating a cyclical relationship between 
image and embedded legacies. Their photographic practice denotes both the cultural 
and personal debris of the past.  
Robert Whitman’s Xerox experimentations are a ‘pure’ material response to 
technological processes through practice that predisposed the application of emerging 
and basic machines and tools for aesthetic meaning. Whitman’s consideration and 
rendering of three-dimensional objects to two-dimensional images and Daniel Crooks’ 
consideration of our relationship and movement through these dimensions extend our 
technological language. Crooks’ deliberately interferes with our visual perception or 
experience of time through the slicing, stretching and editing of both still and 
animated materials. Similarly to Whitman, the manual and physical distortions 
performed by Crooks strongly correlate with the formal qualities of the scanner, 
providing opportunities for punctum within my studio led explorations.  
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Chapter 4: Research Outcomes 
 
Iterations of the Research Practice 
 
A detailed analysis of the works and the relationship to the research question will be 
undertaken in this chapter. Four formal iterations of the works were produced as a 
result of my research project. Through a thoughtful consideration of materials and 
methods each body of work addresses an aspect of the first research question:  
1) How can the impacts and implications of my Indigenous and Immigrant 
cultural legacy be represented in material terms within my art-making practice? 
All four iterations were presented for peer and public review. The responses to the 
works have been further considered through the curatorial decisions made in the final 
exhibition of works entitled Disjecta. The two sub questions:  
2) What is the significance of my findings for other visual practioners?  
3) How might digital technology be applied as a method to represent gaps and a 
lack of information?  
were reflected on after the final exhibition after a careful consideration of the practical 
and theoretical components of this project and are fleshed out further in the 
conclusions.  
Exhibition one: The Sum of all These Things. The first iteration was 
exhibited at the Design Studio, QUT Gardens Point. This exhibition formed part of 
the QCP5 Conference: Photography and Fictions, 23 – 26 April 2014. 
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Figure 12. The Sum of all These Things, installation view, Celise Gibson, 2014. 
The Sum of all These Things consisted of five photographic works printed onto A2 
Lustre paper. The work was a traditional hang with all five photographs evenly 
spaced along the wall. (see Figure.12) The photographic interiors documented the 
inside of family homes and were taken on an iPhone using Photosynth.  
 
Figure 13. The Sum of all These Things #1, Celise Gibson, 2014. 
 Aestheticising legacy: glitchy apps. The images for The Sum of all These 
Things were made in response to my lack of tangible family information and detail 
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about the history of both sides of my lineage. I began documenting interiors of family 
homes making the domestic and private space visible. The intersection between 
clarity and distortion and the 2D rendering of 3D spaces linked metaphorically to the 
internal nature of parts of my families’ cultural heritage; these private spaces held 
objects and stories that were untold and guarded. Photosynth visually depicted 
glitches, repetition and voids in the image. The app’s repeating and dropping out of 
parts of information from the image represents both the technological processing and 
curating of information. The distorted, repeated and deleted sections of the 
photograph thus became a visual metaphor for the way in which I was discovering the 
connections and disconnections present in my understanding of family cultural legacy. 
The application of processual slippage allowed me to capture the uncertainty and 
disarray of discovering my cultural legacy.  
Results and reflection. Feedback from The Sum of all These Things 
indicated that the images could be read as sets or staged interiors. Many viewers 
ended up quite close to the works looking for the repeated or missing sections of the 
photograph.  
My original intention was to print these images life size so that audience members 
would feel enveloped by the interior spaces. Due to the space and relatively small file 
sizes and resolution, the work was printed and A2 and to incase them in a black void.  
Having the image floating in the black background meant that people still had some 
sense of the spaces although instead of feeling as though they were a part of the 
space: audience members felt like voyeurs peering into the space. 
 Exhibition two: The Objects of Your Desire. The second iteration was 
exhibited at H Block Gallery, 9 -13 June 2014. This exhibition comprised of 3 
separate bodies of work. The first set of works comprised a small 3D sculpture taken 
from a laser scan of an inherited family heirloom ring exhibited on a plinth and a 
corresponding video work of the scanned object spinning through the void. The 
second set of works were comprised of the five photographic works previously 
displayed as a part of the QCP5 conference and an additional five taken at another 
participant’s house. The final body of work Our Dust was rendered on a flat bed 
scanner.  
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Figure 14. The Objects of your Desire, installation view, Celise Gibson, 2014 
 
Figure 15. The Sum of All These Things #3, Celise Gibson, 2014. 
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Difficulty of access: outsider perspectives. The collective numbered 
photographic works that comprise the Our Dust series 2013-2014 was created using 
an A3 flat bed scanner.  This was the first set of works that I made in answer to my 
research question. The A3 scanner had been integral to my process through out 
honours and as such became the first point of departure for my new material research.  
This body of work visually represents the lack of information present in my first 
explorations of my cultural heritage. The work was made by pressing a flat bed 
scanner up onto the glass of cabinets owned by people who would ultimately become 
interview participants in the project. The cabinet became a point of interest for me as 
it housed people’s most valuable or sentimental objects. The exploration of these 
cabinets and the objects they held became a key part of my original material research 
into family legacy. The sole purpose of these cabinets was to display or keep these 
items safe.  The items themselves performed visual tasks as placeholders of specific 
points in time.  
 
Figure 16. Our Dust, installation view, Celise Gibson, 2013- 2014.   
The cabinet became a central metaphor within these original explorations. Making the 
images from the outside of the cabinet was important as it represented a sense of 
being blocked from specific pieces of information in our history. I was an outsider 
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peering in on a collection of objects that in some cases I knew very little about. I was 
looking into the cabinet unable to physically grasp the objects or metaphorically grasp 
my cultural identity. I was literally looking in on things that were foreign to me 
The processual aspects of the practice mimicked the notion of the outsider as the 
scanner bed was pressed up against glass cabinets in people’s houses. The light 
omitted from the scanner bar reflects from the mirrored back of the cabinet sending 
light back to the surface of the scanner. As the scanner was scanning through the glass 
it was only able to capture faint outlines or the sides of objects as the light beam 
passed over them. Objects that fall in the path of the light are captured as light traces, 
outlines or smudges in the image. The processes of the flat bed scanner, searching, 
reflecting and making sense of the object through the darkness metaphorically 
mimicked my own research actions at the time. 
The black of the image envelops the ghost like rendering of objects reflecting and 
mimicking my own murky understandings of our mixed cultural heritage at the time. 
The black abyss that comprises a majority part of these works represents the absence 
of my knowledge. Finger prints on the glass, smudges and dust captured by the 
scanner became key to this work almost like relics or small clues of people’s 
inhabitance of times past.  
Result and Reflection. Building on the previous exhibition iteration The Sum of All 
These Things I made additional works using the Photosyth App. The selected prints 
were hung five to a wall, directly opposite each other. The idea here was that the two 
documented interiors could be in dialogue or even opposition with one another. By 
positioning the prints opposite each other I was also trying to involve the viewer more 
in the dialogue of the work as in the previous iteration audience members had 
commented on the voyeuristic nature of the work.  
On the wall next to this work was the small 3D rendered sculpture displayed on a 
white plinth and behind it played the looped untitled video work of the 3D animated 
ring. The 3D rendering of the ring was done on an iPhone App 1,2,3D Catch.  
Two works from Our Dust were printed A3 onto matte photo rag paper and hung at 
the opposite end of the gallery to the video works.  
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 Peer feedback was in form of supervisor input as well feedback from other masters’ 
students and practicing artists. The feedback regarding Our Dust was the images were 
a powerful visualization of the absence of knowledge. The Untitled video work was 
of more interest then the small 3D sculpture. Peer feedback was that the use of the 
plinth did not clearly relate or add to the overall work.   
Upon reflection viewers of the work did not make clear connections between the 3D 
printed sculpture video work and the prints. More consideration needed to be given to 
the placement of the video work in relation to other works. Peers could see the 
connection between the glitch approaches of the Sum of all these things and the 
untitled video works but this wasn’t enough of a reason for the relationship between 
these images. Upon reflection after this exhibition the untitled video work and the 
ghost like objects documented as part of Our Dust had closer aesthetic and ephemeral 
qualities. Both works also explored the relationship between objects, metaphor and 
family narrative.  
 
 
 Exhibition three: Do You Speak my Language. The third iteration was 
exhibited at H Block Projection Room, from the 9 – 13 June 2014. The work was 
made up of 50 small photographic strips. The photographs on the thin strips were 
rendered using a hand held scanner. The scanner was run across the surface of 
collected family objects, resulting in small strips of visual information.  
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Figure 17. Do you Speak my Language?, installation view, Celise Gibson, 2014.  
 
Figure 18. Do you Speak my Language? (detail), Celise Gibson, 2014. 
 
Narrative objects: Searching for connections. The process here was to scan 
objects that I remembered from my childhood that remained in the family. The 
scanning was an experimental process, as some image files rendered an image and 
other files were unable to be opened. The images could not be viewed during the 
process of the scanning and as such I had to go with the unpredictable nature of the 
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method that I was working with. After scanning for a period of time I would 
download the images and sift through them. Some of the objects seemed familiar and 
others appeared alien after the distortion and cropping applied by the hand held 
scanner.  
The hand held scanner is pressure sensitive and as such requires a flat surface to 
render the object accurately. At times the scanner was unable to render objects, as the 
pressure applied was too uneven. In some instances and in the works shown I had to 
use my finger as the sensor trigger. This meant that my finger, albeit distorted, 
appeared in some of the images. At first I thought that I should remove these by 
digitally editing the images; however, I went back to my reasoning from the previous 
body of work Our Dust and decided that it was important for there to be a connection 
to living materials skin, dust, hair etc., almost like a biographical rendering of what 
was happening. The mark created by my fingers in the scan became an 
acknowledgment of my presence and passage through this narrative.  
The idea of the objects playing their part in a narrative through their involvement in 
events or spaces became of interest to me. I began searching for a way to connect the 
objects back to their original contexts. In the first instance I looked through old family 
photo albums and photographs identifying where the objects appeared. These 
photographs were documented and matched with the subsequent distorted scan.   
I began compiling a document that connected my memory of the object to the scans. 
The journal style document recorded where the object was housed and also where I 
remember it being as a child. If I had been told a story in the past about that object I 
would recall it. The document became a record of all of the items I had worked with 
the scanning process.  
 
Disruptions of a fixed point perspective. The use of the hand held scanner 
was key to disrupting the documentary nature of the object. The compartmentalising 
of the object into bars of graphical information allowed them to be read as details or 
components of the original. The literal distortion of the pixelated field created a space 
in which a non-linear temporality could be visualized and understood.  
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The manual manipulations caused by the interaction between artist and object change 
the relationship between the object and the viewer; untethering the object from its 
original fixed point perspective.  
 
 Result and Reflection. The feedback from peers regarding the original hang of 
this work was that the visual elements in the space were too focused on design.   
 The strips were viewed as visually interesting but the relationship between the 
objects and legacy was lost. Taking this feedback onboard I considered more closely 
the relationship of these once 3D objects to each other in their now 2D forms. I 
thought about these objects and the role that they played as markers of time and 
history.  I imagined all of the information that these objects held and their emotional, 
ritualistic or sentimental connection to their owners. I also reflected on the processes 
that I had employed originally in order to reconnect these objects with their narrative. 
 In the final hang of this work I created a system based on the data collection methods 
I had employed in my journal. When writing about these objects I had clearly 
connected the object with their origin and position within the home.  By visually 
applying these methods the ties between the strips and their original contexts were 
strengthened. The small photographic strips became vessels for information and 
family narrative. The way they hung on the wall began to be read as a stream of data, 
some kind of coded hieroglyphic language that seemed familiar and distant all at once. 
Archival materials as process: Hacking and the embedding of family 
narrative. Steganographys was the final body of work made in addressing the 
research question. These works were made after my field trip to Darwin and Site visit 
to Bulgul and are the result of a photo-hacking and data bending process. Due to the 
sensitive nature of my families’ Indigenous history, the ethical clearance for this 
project asserted that interviews could be conducted but information obtained during 
those interviews was not to be used or published in such a way as to make the 
participants identifiable. The embedding of the stories within the research indicated a 
conceptual parallel that resulted in a visual metaphor for the stories and information 
embedded within the files.  
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The Stenagraphic works were produced by copying images on a flat bed scanner from 
family photo albums and photographs collected during the interview process. The 
collecting and documenting of these family photographs was also an effective 
interview tool and way of gaining more insight into the stories that make up the 
family’s collective history. The images acted as prompts for interview participants’ 
memory as they recalled the events that surrounded the taking of the photographs. Of 
interest here was also the enacting of the family photo albums as the witness to the 
past. In some instances participants chose the same photographs from albums that 
were handed down.    
 
Figure 19. Steganography #29, Celise Gibson, 2015 
The photographic scans were then saved as CCI files, allowing coding and data 
behind the photographs to be made visible. Sections of interviews, archival 
information, family stories and file numbers were then inserted into the coding of the 
photograph. The embedding of such information corrupts and changes the way that 
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the photograph appears, with unpredictable changes of colour, composition, 
orientation and arrangement of the image. The unpredictable nature of this photo-
hacking method ran parallel to other methods I had previously employed to navigate 
through my mixed cultural heritage. 
The title of the work Steganography denotes the process of concealing information or 
files within other files or images. From the ancient Greek Steganos meaning ‘covered, 
concealed or protected’ and Graphen, meaning ‘writing’. This notion of concealment 
also has a strong correlation to the practices and methods employed by dot painting.  
When making these works I considered the connection between what I was doing 
with the pixel and what had been done previously with the dot. Both have been used 
to conceal private and culturally sensitive information.  
 Exhibition four: Disjecta. The final exhibition was held at The Hold Artspace, 
from the 11 – 14 March 2015. (see appendix 4. for the exhibition plan.) Curatorial 
decisions for the show were made through a careful consideration of the work and its 
relationship to answering the research question:  
How can the impacts and implications of my Indigenous and Immigrant cultural 
legacy be represented in material terms within my art-making practice? 
 Planning and selection. The multi-faceted and complex nature of the research 
question required more than one answer and body of work. The final selected works 
that make up the exhibition Disjecta explore a range of answers to the research 
question, each responding to the changing understanding of my personal legacy.  
Through a process of cyclical reflection I decided to omit the body of work The Sum 
of all These Things for the final exhibition Disjecta. I realized that the work was 
visually interesting, but relatively superficial to the question, an initial response to 
heritage and artistic methods. More research needed to be done in order to achieve a 
more significant relationship between the methods and outcome. However, the 
process of making the Sum of All These Things work contributed to my understanding 
of the connections that were emerging between process and the more subtle aspects of 
the question that I was asking. For example the cultural signifiers and objects that 
appear in this body of work begin to answer how others are impacted or implicated 
within their own cultural legacy. Also, within their own context or spaces, there was a 
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subtlety to the placement of these objects that reflected their cultural status, 
connection to memory and fixed them to a particular point in time. Some of these 
attributes have been incorporated into the final selection of works for Disjecta.  
 Disjecta:  Steganography (room one). The final display and hang of the 
Steganography body of work was meticulously considered. I went back to the 
research question and considered how the way that I hang or display these images 
would add to the viewers understanding of the work and whether the works should be 
mounted, printed or projected.  
The experimentation and testing for these works was conducted in H Block media 
room QUT. I decided that this iteration of the work should be projected. The use of 
projection would enable me to make the images larger then printing budget 
constraints would allow. Projection also made more conceptual sense for the work 
due to the digital nature of the hacking process but also the potential for reflections, 
shadows and translucency.  
Having this space meant that I could set various projections up and contemplate their 
relationship to one another. I experimented with a range of projection screens 
including free flowing and stretched fabrics, professional standard projections screens 
provided by The Block QUT, drafts paper, sandblasted acrylic and opalescent Perspex. 
After much experimentation with surfaces and projectors I decided that Perspex 
would be the best conceptual fit with the work. The projection would mean that these 
images could be seen as objects hanging in a void of darkened space, a relationship 
that conceptually fits with some of the discoveries and revealed pieces of family 
history. The suggestion of the images as ephemeral and transient was achieved by the 
use of Perspex and, as a byproduct, created reflections.  
 The portrait orientation of the majority of the images posed a problem with 
projection. The projectors and screens are designed to project landscape images; huge 
sections of bleed space around the images resulted. The solution was ultimately to 
custom build screens that would precisely fit the ideal projection. The ideal projection 
was calculated by considering the distance of the projector from the image, the 
audience and their viewing distance to the image. It was important here to consider 
the relationship of the viewer to the work. Ultimately I decided that I did not want the 
image to be disrupted by the casting of audiences black shadows onto the projected 
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image. The connection to cultural heritage and legacy was subtle through its 
embedding into the image and I did not want that subtlety to be lost by a black 
shadow in the image. However the viewer’s faint outline could be seen through the 
Perspex if two people were viewing the image from opposite sides. Subtle reflections 
of people could also be noticed if viewing the work from the side or on an angle. 
(refer to appendix.5 for further exhibition documentation)  
 
Figure 20. Steganography, installation view, Celise Gibson, 2015 
The inclusion of sound contributed to the immersive and ephemeral feel of the works. 
The sound of waves and birdsong was digitally recorded as part of my field trip to 
Bulgul.  
 Disjecta: Do you Speak my Language? (room two) This body of work 
considers cultural legacy through memorable objects and objects as visual metaphors 
for information. An iteration of Do you Speak my Language, this body of work is 
comprised of a series of small printed photographic strips. The images are the result 
of hand held scanning, which has a distinctive quality of translating or distorting the 
surfaces of things. Again, this method of working provided a conceptual equivalent 
for the effects of legacy. Critical reflection on the relationship between the objects 
and their dialogue that they had to the space and to each other resulted in additional 
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photographic strips than the first iteration. The hanging system that was developed in 
the earlier exhibition of this work has been applied to indicate actual relationships of 
objects collected in cabinets and other furnishings.  
 
Figure 21. Do you Speak my Language?, installation view, Celise Gibson, 2015 
 
Figure 22. Do you Speak my Language?, (detail), Celise Gibson, 2015 
 Disjecta: Our Dust. (room three) When designing the final exhibition, 
Disjecta, Our Dust was important to include as it visually represented the beginnings 
of my journey. The work reflected the messiness and the genuine searching that was 
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present in my experience of personal legacy. The works printed work alluded to the 
transient and sometimes ephemeral nature of my heritage.   
 
Figure 23. Our Dust, installation view, Celise Gibson, 2015  
Two untitled looped video works also featured in this space. The video works were an 
extension of a sort prototype made as part of Exhibition 2: The Objects of Your Desire.  
The work was made using an iPhone App 1,2,3D catch, this App allows for the 3D 
rendering of objects. This App as with previous Apps I had been interested in was 
glitchy. The App operates by digitally stitching together a series of photographs into a 
3D rendering of the object. When the angles or information provided by these 
photographs is not sufficient the app drops out sections creating holes or gaps in the 
objects that do not exist in reality. The files generated on this App were then exported 
and animated using a combination Photoshop and After Effects. The two objects 
featured in this work were heirlooms that are still in the family. The first was a ring 
that holds personal significance and was given to me on my 21st birthday. The other  
 
embroided basket is my fathers and acts as a vessel for collected coins and small 
memorabilia.  Both objects represented different sides of the family history.   
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Figure 24. Untitled #1 & Untitled #2, Celise Gibson, 2014 – 2015 
 
Figure 25. Our Dust, installation view, Celise Gibson, 2015 
The relationship between the still and the moving images was important here to. The 
organic shapes of the ring and coin basket were mimicked by some of the printed 
works. Both sets of works operated within a void of information. The exhibition was 
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designed for this set of works to be the starting point for the audience’s exploration of 
the exhibition.  The method here was that the audience would get an overall sense of 
the journey and discovery of my heritage.   
 
 Conclusions 
With respect to the sub-questions: 
2) What is the significance of my findings for other visual practioners?  
3) How might digital technology be applied as a method to represent gaps and a 
lack of information?  
which relate more broadly to artistic practice and practitioners, an outcome of this 
research was a series of reflexive methods, developed through a use of responsive 
digital media that visually dealt with and accounted for information or lack of 
information discovered throughout the study.  
Emerging from the research was the connection between material and method. Each 
iteration developed ways for processing different streams of data. The technologies 
aesthetic outputs were correlated with the metaphorical and symbolic weight that they 
produced. Digital technologies such as scanners, iPhone Apps and photo-hacking 
programs formed an integral part of the material research for this project.  
I actively sought out technologies that possessed aesthetic, visual cues or glitches that 
could be used to metaphorically and visually represent both gaps and a lack in 
information as well as archival and interview data. Through the employment of 
varying digital tools I was able to visually translate and grapple with the complex and 
sometimes unsettling nature of what I was uncovering.  
For example, the physical and tangible distortion enabled by the hand held scanner 
linked metaphorically to the subjective nature of the family photographs I was 
documenting.  In this instance the scanner acted as a conduit for the distorted 
retellings of family stories.  
Through experimentation with a broad range of technologies I was able to narrow 
down a list of the visual language for gaps and silences present in my cultural heritage.  
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Although the creative outcomes developed as separate iterations of work, the 
correlation and relationship between these bodies of work operated through the 
contemplation of the research questions and a consideration of materials and methods. 
With respect to the research question:  
1) How can the impacts and implications of my Indigenous and Immigrant 
cultural legacy be represented in material terms within my art-making 
practice? 
Our Dust 2013-2014 grappled with the process of making artwork with limited 
information of my cultural heritage. The result was a body of work that visually 
reflected and represented the absence of information. The work contemplated the 
notion of cultural legacy through a consideration of the void and the gaps present in 
information.  
The body of work The Sum of All These Things contributed to my understanding of 
the connections that were emerging between process and the more subtle aspects of 
the question that I was asking. The subtle placement of objects reflected cultural 
status and a connection to memories fixed to a point in time. The work informed the 
subsequent body of work Do you speak my Language? This body of work explored 
the narrative properties of objects, the potential of objects to hold information or be 
placeholders for particular points in time. The slithers of information captured 
through the rendering of the objects by the hand held scanner became biographical in 
nature.  
The body of work Steganography reflected the culmination of two years of data 
collection, archival materials and interview process. The trip to Darwin, Bulgul and 
the relationships forged through this trip contributed greatly to this final body of work. 
The sheer volume of information in conjunction with the sensitive nature of the 
information resulted in the employment of a hacking process. The embedded 
information became visually recognizable through changes in colour and orientation, 
the repeating of motifs or the addition of coloured bars. 
The exhibition layout reflected the research project as a contemplative act, a 
progression of discovered information, materials and methods through the course of 
the research. The reflexive consideration of archival materials, tangible objects, 
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family stories and responsive digital media has made a space in which my mixed 
cultural heritage can be approached through both linear and non-linear lenses.  The 
reconfiguration of the past through photo-media practices has created methods for the 
visualization of my mixed cultural legacy.  	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Appendices 
 
Appendix 1. Report by T.J. Beckett on visit made to Anson Bay District, Melville, 
Bathurst and Indian Island re: Aboriginies, National Archives, 1913 – 1916.  	  
Appendix 2. Personal Photograph, Northern Land Council, 2015.  	  
Appendix 3. Maggie Rivers and Mary Kudang at Balgal, Northern Land Council 
Anthropology branch, 1979. 	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Appendix 4. Disjecta exhibition plan, The Hold Artspace, 2015 	  
	  
1. Celise Gibson, Steganography #7,  2015, Projected photographic still on perspex 
2. Celise Gibson, Steganography #8,  2015, Projected photographic still on perspex 
3. Celise Gibson, Steganography #29,  2015, Projected photographic still on perspex 
4. Celise Gibson, Steganography #17,  2015, Projected photographic still on perspex 
5. Celise Gibson, Steganography #21,  2015, Projected photographic still on perspex 
6. Celise Gibson, Do you speak my language?, 2015, Photographic installation 
7. Celise Gibson, Untitled #1,  2014, Video works 
8. Celise Gibson, Untitled #2,  2014, Video works 
9. Celise Gibson, Our Dust #1,  2013‐2014, Photograph printed on photo rag paper 
10. Celise Gibson, Our Dust #2,  2013‐2014, Photograph printed on photo rag paper 
11. Celise Gibson, Our Dust #3,  2013‐2014, Photograph printed on photo rag paper 
12.  Celise Gibson, Our Dust #4,  2013‐2014, Photograph printed on photo rag paper	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Appendix 5. Steganography (room one) exhibition documentation Disjecta, Celise 
Gibson, 2015. 
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